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NOTES ON CHKISTIAN MOSAICS. 



MOSAIC OF THE FACADE OF SAN PAOLO-FUORI-LE-MURA OF 

ROME. 

The mosaic which originally existed on the exterior of the basilica 
of San Paolo outside of Rome, on the upper part of the facade 
beside and above the windows, and which is at present divided 
and placed in the interior, on the face of the apse and the inner side 
of the arch of triumph, is one about which there have been endless 
misunderstandings. It is desirable to clear up the subject, in view 
of statements like the following from the well-known work of 
Crowe and Cavalcaselle, which I give here in order to point out 
its errors, as well as to show the present position and condition of 
the mosaic: 1 

" But Cavallini went still further, and in adorning the arches in 
S. Paolo fuori le mura, he was content to carry out the designs of Giotto 
even after that master had left Rome. On the arch of the tribune . . the 
Virgin and Child enthroned and guarded by two angels was represented 
also in mosaic with the symbol of S. John Evangelist above her, and on the 
opposite side Pope Benedict XI. in prayer (a. d. 1303-1305) presented 
by S. John the Baptist, with the symbol of S. Mark the Evangelist above 
him. ' The medallion in the centre of the arch of triumph, representing 
the Saviour in benediction with the book, was held aloft by two Giot- 
tesque angels in fine attitudes ; — the symbols of the Evangelists, Luke 
and Matthew, being depicted at each side in the more modern Florentine 
manner. The figures of SS. Benedict and John the Baptist, as well as 
that of the Saviour in the medallion of the arch of triumph are modern- 
ized ; but the rest of the mosaic shows that in 1305 but a few years after 
the departure of Giotto from Rome, an artist, probably Cavallini, was 
found willing and able to carry out designs not his own." 

1 A History of Painting in Italy, I. pp. 109-110. 
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An examination will show that scarcely a single statement in 
this passage is correct : (1) The mosaics were made for the facade 
of the church and not for the arch of the tribune and the arch of 
triumph, and were placed there in a restored form only in 1836-1840, 
after the great fire of 1823 : (2) They were not made by Cavallini, 
but only restored by him, having been executed more than a century 
before his time : (3) Consequently, they cannot show that Cavallini 
" was content to carry out the designs of Giotto even after that master 
had left Rome : " (4) Cavallini's restoration took place under Pope 
John XXII. (1316-1334), and not under Benedict XI. (1303- 
1305), and the kneeling figure is that of the former pope, not of 
the latter. 

Even Mgr. Barbet de Jouy, in his monograph Les Mosdiques 
Chrttiennes des basiliques et des tylises de Home (Paris, 1857, p. 88), 
commits the same error of supposing the mosaics to be at present in 
their original position, and he omits altogether the mention of a 
kneeling figure of the Pope. 2 It is a singular fact that even the 
Roman archaeologists, although they probably are aware of the trans- 
fer of the mosaic, seem entirely in the dark as to its history, and 
attribute it to Cavallini, according to the common tradition since 
the time of Vasari. 

The documentary evidence concerning our mosaic is singularly 
meagre, though mention of it is made by some of the best-known 
archseologists of the sixteenth and seventeenth centuries. Pompeo 
Ugonio in his Historia delle Stationi di Roma (1588, p. 234) says: 
"La facciata alta della chiesa e di Musaico lavorata, con le imagini 
del Salvatore, e insegne attorno de quattro Evangelisti, con quelle 
ancora di Nostra Donna, di S. Gio. Battista, e de santi Apostoli Pietro 
e Paolo." Evidently, Ugonio possessed no information regarding 
the origin and date of the mosaic. A little earlier, Onofrio Panvinio 
in his De . . Urbis Bomae . . basilicis (1570, p. 74) gives a brief 
notice of the facade: "Anteriorem eius partem musiveis figuris 
Ioannes XXII. papa, ut titulus indicat, condecoravit." Here is 
greater accuracy, but Panvinio evidently regarded only the figure 
and inscription of John XXII., and having no documentary evi- 

2 " Les deux arcs en regard se complement l'un par l'autre. Sur 1'un est la Vierge 
Marie, saint Jean-Baptiste, lessymboles des evangelistes Mathieu et Jean; sur l'autre, 
une image en buste de Jesus-Christ benissant, les symboles des evangelistes Luc et 
Marc, et, sur les c6tes, saint Paul portant une 4pee, saint Pierre tenant deux clefs." 
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dence to the contrary attributed the whole work to him. So also 
Vasari in his life of Pietro Cavallini remarks: "In San Paolo poi 
fuor di Roma fece la facciata che v'e di musaico e per la nave del 
mezzo, molte storie del Testamento Vecchio." 

Thus far, all tends, apparently, to prove Cavallini's authorship, 
notwithstanding that many portions of the mosaic bear the unmis- 
takable stamp of an earlier origin. The key to the enigma is given, 
however, in a passage of Torrigio's Grotte Vaticane (Roma, 1637, 
p. 153) which does not seem to have been noticed. He says of Pietro 
Cavallini : " Ancora fece la facciata di Mosaico della Basilica di S. 
Paolo, cominciata da Innocentio III. assignativi scudi 490, e 
finita da Gregorio IX." This text is formal, and seems to be 
decisive : it shows that Torrigio possessed information which the pre- 
ceding writers had not. The facade-mosaic, then, was a work of the 
beginning of the thirteenth century, commenced by Pope Innocent 
III. (1198-1216) and finished by Gregory IX. (1227-1241): the 
mention of the precise sum, 490 scudi, assigned to the work by the 
former pontiff, was doubtless taken by Torrigio from the original 
records in the archives of the Basilica, and is a strong confirmation 
of his statement. Apparently, Honorius III. (1216-1227) did not 
touch the mosaic left unfinished by his predecessor : he preferred to 
commence at once the decoration of the apse, the most important part 
of the edifice. Not finding in Rome artists sufficiently skilled, he 
wrote for mosaicists to the Doge of Venice. His second letter, sent 
in 1218, thanking the Doge for the mosaicist sent, and requesting 
that two more should come to finish the work, was recently discov- 
ered. 3 The employment of Venetian artists accounts for the radical 
difference in the style of the two mosaics. Honorius left the finish- 
ing of the mosaic of the facade to his successor, Gregory IX. (who 
was also the author of that on the fagade of Saint Peter), and it was 
this mosaic which was restored or made over by Cavallini between 
1316 and 1334, during the pontificate of John XXII. Cavallini's 
work seems to have consisted mainly in a renewal of the figures of 
SS. Paul and Peter, and in part of that of John the Baptist at whose 
feet the small kneeling figure of Pope John XXII. was added, and 
in the restoration of the medallion with its angels. How far the 

3 Bull. di Arekeologia Cristiana, 1883, p. 97 ; and the text in Armellini's Crvnaehetta, 
Dec, 1883. 
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restoration of the upper part may have extended one cannot say. 
A strong confirmation of the early origin of our mosaic is to be found 
in this passage of Mgr. Furietti's work, De Musivis (Rome, 1752, p. 
97) : " Musivariam tamen artem etiam sub Joanne XXII. in Urbe 
excultam fuisse habemus ex Bulla ejusdem Pontificis, qua piorum 
largitiones S. Pauli Basilicae bblatas in Musivorum reparationem 
Pontifex erogandas concessit." This bull, he informs us, existed in 
the archives of the monastery of St. Paul : it speaks of a restoration 
of the mosaics of the basilica in general, and probably applies to that 
of the fifth century on the arch of triumph, as well as to that on 
the facade. It shows conclusively that the work done under John 
XXII. was not confined to the facade-mosaic, and was that of 
restoration. 

Furietti (p. 110) also informs us of another and quite late restora- 
tion undertaken by Pope Benedict XIII. (1724-1730), which seems 
to have been very thorough : " Musiva his addimus in Urbe ex 
integro reparata in fronte Basilicae Divi Pauli via Ostiensi Bene- 
dicti XIII. impensft," etc. This pope is probably responsible for 
the addition of the crown of stars on the head of the Virgin and 
the starred drapery behind the throne. 

The great fire of July 15, 1823, left the wall of the facade com- 
paratively uninjured; still it became necessary to throw it down, 
and this was done after carefully detaching the mosaic. When the 
basilica was rebuilt, on account of the new architecture of the facade 
and for want of a more suitable position, it was divided and placed, 
a part on the face of the apse and a part on the inner side of the 
arch of triumph, as Crowe and Cavalcaselle describe them, and 
where they place them six centuries earlier. Two inscriptions 
record the date of this work : one refers to the triumphal arch : 

GREGOEITTS XVI OPUS EESTITUIT. ANNO MDCCCXI,. The Other 

inscription is at the summit of the apse and gives an earlier date 
for that part of the restoration : gregobitjs xvi eestituit an. 
mdcccxxxvi. It is hardly necessary to add, the mosaic was much 
injured by this process as well as by the fire, and many details are 
modern restorations while some are additions. Still, even now, it is 
of the greatest value because, beside that of the apse, it is the only 
important mosaic of the beginning of the thirteenth century which 
remains in Rome. Among the changes made in consequence of the 
fire must be noted the loss of an angel on either side of the medal- 
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lion containing the Christ, so that there are now only two instead of 
four ; also the addition, at each upper corner of the drapery behind 
the throne, of a little winged renaissance-cherub. The great height 
at which the mosaics are placed and the defective light have pre- 
vented a more detailed examination of the restorations, and make it 
necessary to be cautious in judging how much of the old mosaic has 
been retained, and how much is simply a reproduction. 

A folio engraving of the facade by Francesco Barbazza after a 
drawing by Francesco Panini was published at Rome in 1775 by 
the Calcografia d. Rev. Camera Apost. Below is seen the broad 
renaissance portico built by Canevari under Benedict XIII., and 
above it the facade is ornamented with a story of arcades in a similar 
style, which covers the primitive facade up to the mosaic. Although 
the engraving is insufficient for a detailed study, it gives an excellent 
idea of the situation and general character of the mosaic before the 
fire. 4 Under the upper cornice of the facade and above the three 
windows was, in the centre, the half-figure of Christ, blessing and 
holding the book, in a medallion supported on either side by two 
flying and nimbed angels in the attitude so usual in Byzantine art and 
adopted by Giotto : on either side were the symbols of the Evan- 
gelists, represented as full-length winged figures ; on the right of 
Christ were the angel of St. Matthew and the ox of St. Luke>, 
and on His left the eagle of St. John and the lion of St. Mark. 
Below, in the spaces beside the three windows, were four subjects : 
in the middle, on the left, was the Virgin enthroned, holding the 
seated Child. Both were nimbed, but the Virgin alone was crowned 
with stars; as a background behind and above the throne was a 
drapery covered with stars. The corresponding space on the right 
was occupied by John the Baptist standing between two palm trees 
and presenting the kneeling figure of Pope John XXII., who clasps 
his hands in prayer. Beyond the windows on either side were, on 
the right, St. Peter with the keys, on the left, St. Paul holding the 
sword and the book ; each standing in front of a large throne. 

4 A careful search among the collections of drawings of the monuments of Rome 
made in the xvi and xvn centuries, and preserved in the Vatican and Barberini 
libraries, would doubtless bring to light some earlier and more accurate drawing of 
the mosaic. I hope that this task, which I am not able to accomplish, will be 
undertaken by some investigator in Rome. 
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The intrinsic evidence, afforded by the style of this work, ought 
apparently to prevent any art-critic attributing it to Cavallini. A 
superficial comparison with, e. g., the mosaics at Santa Maria in 
Trastevere shows an entire difference of period, of ideal, and of 
method. Instead of a reformed Byzantinism, with long figures, 
strongly-marked drapery with numerous folds, and a heavy coloring 
throughout, this San Paolo mosaic shows a strong native-Italian 
element, with slightly modelled drapery and rather light coloring. 
The composition, also, is derived from unmixed Roman tradi- 
tions, while in the Trastevere mosaics it is of Oriental origin. 
The San Paolo mosaicist, although wanting in technical skill and 
refinement, was an artist of original power, and nowhere do we find 
a composition at all similar to this. He must even have been 
somewhat of an archaeologist and a close student of the early mosaics 
of Rome, and, perhaps, of Ravenna. This mosaic is, in fact, one of 
the signs of the artistic revival in Rome, which had begun a short 
time before and was to show itself a little later in the apse-mosaic of 
San Clemente, an undoubted imitation of some classical mosaic of the 
fourth or fifth century. A typical detail at San Paolo is the group 
of the Virgin and Child : the Virgin is a massive, somewhat crude, 
figure with broad and well-rounded features, — a type of which 
no instance can be found in mosaic during the latter part of the 
thirteenth or ths course of the fourteenth century, when the long 
face and pronounced features of the Byzantine type were the rule. 
Another proof of anteriority to Cavallini is in the entire upper part of 
the composition. The subject of the symbols of the four Evangelists, 
a favorite one with Roman mosaicists since the fifth century, seems 
not to appear after the beginning of the thirteenth century. Its disap- 
pearance coincided with the growth of Byzantine influence, with whose 
artists the theme was not a favorite one. A closer examination of cer- 
tain details will show conclusively that the figure of John the Baptist, 
standing in the centre of his background, left no room for any other 
figure, and that the small kneeling Pope John XX1L, which now 
covers the lower part of one of the palm trees, was not in the original 
work, but is an interpolation. The position of the Baptist's right hand 
was then changed, being lowered so as to rest upon the figure of the 
Pope. It would seam that Innocent III. had no desire to place him- 
self in so conspicuous a position, and that Cavallini, or whoever the 
restorer may have been, wished to magnify the share taken by his 
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patron John XXII. by inserting his figure in front of that of John 
the Baptist, evidently prompted to do so by the fact that the latter 
was the Pope's patron saint. 

A change perfectly analogous to this can be detected in the apse- 
mosaic of St. John Lateran, which M. Miintz has well proved 
(Revue Arch., November, 1878) to have been only restored by Jacopo 
Torriti, who inserted the minute figures of SS. Francis and Anthony, 
and of Pope Nicolas IV. To the proofs which he adduces we can 
add another : Torriti, in placing the figure of Nicolas IV. at the feet 
of the Virgin, added to her figure a second right arm below the 
other, the hand resting upon the Pope's head : he left the original 
right arm, raised like that of all the other figures, and sought to 
turn it into a left arm by inverting the hand and simply obliter- 
ating the original left arm, leaving the shoulder. So clumsily were 
these changes made, that the Virgin clearly appears to have two 
right arms, and no left arm. This can readily be seen even in Mr. 
Parker's photograph. 

A. L. Frothingham, Je. 



